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Group  photograph,  1968  Left  to  right:  top  row.  Viva,  Eric  Emerson, 
Ultra  Violet,  middle  row,  Ondine,  Andy  Warhol,  Claris  Rivers  (?), 
Candy  Darling  (behind  Rivers),  Geraldine  Smith,  Paul  Morrissey 
(behind  Smith),  Nico,  Taylor  Mead,  lngrid  Superstar,  Louis  Waldron, 
Gerard  Malanga;  bottom  row,  seated,  lay  lohnson,  unidentified 
woman,  Fred  Hughes,  |oe  Dallesandro. 


The  Films  of  Andy  Warhol:  An  Introduction,"  organized  by  |ohn  G 
Hanhardt,  Curator,  Film  and  Video  Department,  is  being  shown  at  the 
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MacDermott,  Gerard  Malanga,  and  Edie  Sedgwick  in  Vinyl.  1965 


PREFACE 


"The  Films  of  Andy  Warhol  An  Introduction"  inaugu- 
rates a  program  of  preservation,  documentation,  and 
research  that  will  culminate  in  the  planned  exhibition 
"The  Films  of  Andy  Warhol:  A  Retrospective"  at  the 
Whitney  Museum  in  New  York  Accompanying  that 
exhibition  will  be  a  catalogue  raisonne,  which  will  fully 
document  and  interpret  the  importance  of  Warhol's 
films  in  art  and  film  history  The  proiect  represents  a 
collaborative  effort  between  the  Film  and  Video  Depart- 
ment, Whitney  Museum  of  American  Art,  and  the 
Department  of  Film.  The  Museum  of  Modern  Art,  New 
York,  which  is  acquiring  the  Andy  Warhol  Film  Collec- 
tion lohn  G.  Hanhardt,  Curator,  Film  and  Video, 
Whitney  Museum,  is  the  director  of  the  project. 
Assisting  in  the  preparation  of  the  films  and  filmogra- 
phy  is  Ion  Gartenberg,  Assistant  Curator,  Department  of 
Film,  The  Museum  of  Modern  Art  Callie  Angell  is 
special  consultant  to  the  catalogue  raisonne  In  addi- 
tion, the  following  individuals  have  contributed  to  the 
development  of  this  project  Vincent  Fremont  and  Fred 
Hughes  of  The  Andy  Warhol  Foundation  for  the  Visual 
Arts,  Inc.;  Eileen  Bowser,  Curator,  and  Peter  William- 
son, Preservation  Officer,  Department  of  Film,  The 
Museum  of  Modern  Art,  Lucinda  Furlong,  Assistant 
Curator,  and  Matthew  Yokobosky,  Secretary/Assistant, 
Film  and  Video  Department,  Whitney  Museum  of 
American  Art. 

Mary  Lea  Bandy 
Director,  Department  of  Film 
The  Museum  of  Modern  Art 

lohn  G  Hanhardt 

Curator,  Film  and  Video  Department 

Whitney  Museum  of  American  Art 
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THE  FILMS  OFANDY  WARHOL:  A  CULTURAL  CONTEXT 

|OHN  G.  HANHARDT 

Curator,  Film  and  Video  Department 
Whitney  Museum  of  American  Art 


All  my  films  are  artificial,  but  then  everything  is  sort  of  artificial 
I  don't  know  where  the  artificial  stops  and  the  real  begins. 

— Andy  Warhol 


At  the  time  of  their  release,  between  1963  and  1968, 
the  sixty-odd  films  produced  by  Andy  Warhol  were  an 
integral  part  of  his  art  practice  and  played  a  leading 
role  in  shaping  his  presence  in  American  culture.  To 
screen  the  films  of  Andy  Warhol  today,  over  twenty 
years  after  their  production,  is  to  relive  another  time 
and  place  in  American  cultural  and  social  history.  The 
place  was  the  Factory,  a  converted  factory  loft  on  East 
47th  Street  which,  from  1960  to  1968,  was  the  stage  and 
production  center  of  Warhol's  world  and  a  gathering 
place  for  the  New  York  art  scene  Here  discourses  on 
contemporary  art  and  fashion  were  transformed  by  the 
media  into  a  paradigmatic  aesthetic  for  the  decade  It 
was  a  decade  characterized,  on  the  one  hand,  by  an 
emerging,  newly  politicized  counterculture  that  held 
optimistic  hopes  for  change,  and,  on  the  other,  by  the 
turmoil  and  despair  engendered  by  a  far-off  war  and 
assassinations  at  home  Andy  Warhol,  with  his  silver 
hair  and  bemused  stare,  became  at  once  the  enigmatic 
spectator  and  anti-hero  of  this  changing  world  The 
turbulence  of  that  decade  left  its  mark  on  Warhol 
himself  when,  in  1968,  he  was  shot  by  a  deranged 
follower  and  nearly  died. 

In  the  world  of  art,  the  1960s  began  with  the 
overthrow  of  the  Abstract  Expressionist  myth  of  the 
artist  as  a  heroic  figure  and  of  art  as  a  rarefied 
experience  A  constellation  of  art  movements — includ- 
ing Happenings,  Fluxus,  Pop  art,  and  Minimalism — 
radically  reexamined  the  nature  of  the  art  object  by 
challenging  traditional  ideas  of  high  culture  and 
connoisseurship  2  Through  different  strategies,  ranging 

Andy  Warhol  with  (clockwisel  Mary  Woronov,  Nico,  and  International 
Velvet  in  a  promotional  photograph  for  The  Chelsea  Girls,  1966 


from  parody  to  appropriation,  the  materials  and 
imagery  of  daily  life  and  popular  culture  became  the 
subjects  of  a  new  aesthetic  From  this  period  of 
redefinition,  Warhol  emerged  as  an  artist  who  embod- 
ied what  Stephen  Koch  called  the  "passivity  of  cool".3  A 
detached  and  remote  figure  who  was  both  the  author 
and  consumer  of  the  spectacle  unfolding  around  him, 
he  became  the  perfect  epitome  of  the  decade;  a  silent 
presence,  he  attracted  and  gathered  about  him  in 
the  Factory  the  people  who  were  changing  society 
and  culture 


Empire.  1964 
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Installation  view  of  Warhol's  one-artist  exhibition  at  the  Ferus  Gallery,  Los  Angeles.  1962 


At  the  time  Warhol  first  turned  to  film  he  was 
creating  such  paintings  as  100  Campbell's  Soup  Cans 
11962).  Marilyn  (1963).  35  ]ackies  (1963),  and  his  sculpture 
Campbell's  Soup  Boxes  ( 1963]  Such  consumer  and  media 
imagery,  treated  with  an  aesthetic  of  repetition  and 
seriality,  revealed  the  artificiality  of  reason  and  culture. 
And  by  playing  on  the  public's  instant  recognition  of 
this  imagery,  Warhol  extended  the  Duchampian  princi- 
ple of  the  found  object  as  a  legitimate  work  of  art  At 
the  same  time,  he  established  a  complicity  between 
the  artist  and  the  viewer  as  reciprocal  consumers  of 
popular  imagery  The  shock  of  recognition,  the  appar- 
ent fusion  between  medium  and  subject,  demystified 
the  iconicity  of  the  artwork  and  its  subject  matter  by 
making  both  transparent 

Warhol's  films  became  a  paradigm  for  his  artmaking. 
The  apparatus  of  the  camera  and  the  mechanical 
means  of  reproduction  that  it  afforded  echoed  the 
"production  line"  system  Warhol  used  to  turn  out  his 
paintings,  silkscreens,  and  sculptures.  It  thus  fulfilled 
an  aesthetic  predicated  on  duplication  The  under- 
ground world  through  which  Warhol  moved,  and  for 
which  the  Factory  became  a  stage,  was  a  compelling 


subject  for  Warhol's  camera  The  silver-walled  Factory 
became  a  place  in  which  subcultural  heroes  and 
transient  strangers  acted  out  their  fantasies  and 
mingled  under  the  gaze  of  their  main  audience,  that 
"tycoon  of  passivity,"4  Warhol  himself.  They  became 
part  of  Warhol's  studio  and  underground  star  system, 
modeled  on  the  "Hollywood  Dream  Factory"  that 
had  created  myths  and  heroes  for  twentieth-century 
America 

Warhol  controlled  the  entire  production  process  of 
filmmaking,  distribution,  and  exhibition  Within  five 
years,  he  had  recapitulated  the  history  of  the  cinema, 
as  the  Factory's  films  went  from  silent  to  sound,  from 
the  use  of  a  stationary,  fixed-frame,  contemplative  cam- 
era to  the  exploration  of  a  larger  film  space  through 
zooms  and  pans  and  later  to  editing  strategies  that 
included  strobe  effects  Through  this  "discovery"  of  film 
techniques,  Warhol  constructed  narratives  that  com- 
pressed the  action  and  story  within  a  single  scene  or 
achieved  the  same  compression  through  ellipses  Both 
of  these  devices  mirrored  the  proto-narrative  achieve- 
ments of  filmmakers  at  the  turn  of  the  century 
Warhol's  later  films  took  on  a  more  normative  dramatic 


line,  reflecting  the  established  genres  of  Hollywood 
melodrama 

The  different  phases  of  Warhol's  filmmaking  career 
encompass  a  variety  of  filmmaking  techniques.  Produc- 
tions were  structured  to  provide  an  immediate  dialectic 
between  performer  and  viewer.  Post-production  (edit- 
ing, rewriting,  reshootingl  was  eliminated  in  a  process 
that  recalls  the  one-reelers  produced  at  the  turn  of  the 
century  by  filmmakers  who  were  discovering  a  new 
medium  In  Warhol's  studio,  "the  audience  out  there 
became  part  of  the  scene;  everybody  in  the  Factory 
knew  he  was  being  watched,  and  a  glowing,  theatrical 
self-awareness  was  built  into  the  place's  very  life, 
endowing  its  most  casual  actions  with  a  sense  of 
moment  You  couldn't  make  a  wrong  move,  every 
impulse  signified."5  Warhol's  16mm  camera  was  a  silent 
eye  that  recorded  a  culture  of  styles  and  gestures,  of 
self-created  "Superstars"  and  outrageous  "scenes" — the 
"cool"  life-style  of  the  1960s,  in  which,  in  Warhol's 
telling  phrase,  everybody  was  "famous  for  fifteen 
minutes ."  It  was  a  new  cinema  whose  raw  energy 
became  a  powerful  presence  in  the  independent  film 
community. 


Unidentified  man  in  Blow  lob,  1963 


But  it's  so  easy  to  make  movies,  you  can  just  shoot  and  every 
picture  comes  out  right 

With  film  you  just  turn  on  the  camera  and  photograph  something 
I  leave  the  camera  running  until  it  runs  out  of  film  because  that 
way  I  can  catch  people  being  themselves  It's  better  to  act  naturally 
than  to  set  up  a  scene  and  act  like  someone  else  You  get  a  better 
picture  of  people  being  themselves  instead  of  trying  to  act  like 
they're  themselves 

— Andy  Warhol6 

Andy  Warhol's  entry  into  film  was  shaped  by  his 
friendships  and  encounters,  especially  those  in  Off- 
Broadway  theater  At  Ronald  Tavel's  Theater  of  the 
Ridiculous,  Warhol  met  the  actor  Taylor  Mead,  who  had 
performed  in  Ron  Rice's  freewheeling  and  anarchic 
"underground"  films  and  who  later  traveled  with  Warhol 
to  California  Warhol  also  developed  friendships  with 
the  filmmaker  and  critic  lonas  Mekas,  as  well  as  with 
lack  Smith,  whose  Flaming  Creatures  ( 1963)  became  a 
focus  for  the  controversy  over  censorship  and  the 
avant-garde  film.  Smith  was  the  subject  of  one  of 
Warhol's  first  films  {Andy  Warhol  Films  )ack  Smith  Filming 


Robert  Indiana  in  Eat,  1963 


"Norma!  Love,"  1963)  and  acted  in  Warhol's  Batman 
Dracula  (1964). 

In  addition  to  following  the  improvisational  and 
outrageous  cinema  of  Rice  and  Smith,  Warhol  was 
intensely  interested  in  other  aspects  of  the  indepen- 
dent film  world.  He  regularly  attended  screenings  at 
the  Film-Makers'  Cinematheque,  where  his  first  films 
were  premiered  by  its  organizer,  lonas  Mekas  However, 
the  films  that  Warhol  began  to  produce  in  1963  were 
distinctly  his  own  In  his  films  as  in  his  art,  he  was 
fascinated  by  the  borders  between  the  real  and 
reproduced  The  titles  of  Warhol's  first  films  (including 
Eat,  Blow  ]ob,  Haircut,  Kiss,  Sleep.  Empire)  are,  in  their 
conceptual  simplicity,  Minimalist  expressions  of  a 
direct  cinema  of  representation  There  is  no  soundtrack 


and  the  films  are  projected  not  at  the  standard  sound 
speed  of  24  frames  per  second,  but  at  silent  speed — 
16  fps — thus  further  retarding  the  minimal  action 

The  six-hour  film  Sleep  (1963)  shows  poet  lohn  Giorno 
in  various  positions  of  sleep.  Warhol  elongated  the 
"action,"  recorded  on  100-foot  rolls  of  film,  by  repeating 
filmed  segments  through  loop  printing  The  concluding 
image  is  a  frozen  still  Kiss  (1963).  originally  shown  as  a 
serial,  features  close-up  sequences  of  couples  kissing, 
each  sequence  lasting  for  one  roll  of  film  It  includes 
Warhol  regulars  Naomi  Levine,  Gerard  Malanga,  Baby 
lane  Holzer,  and  lohn  Palmer,  as  well  as  the  artist 
Marisol,  art  critic  Pierre  Restany,  and  poet  Ed  Sanders 
In  November  1963,  Warhol  filmed  Eat,  which  shows 
artist  Robert  Indiana  slowly  eating  one  mushroom 


Andy  Warhol  directing  Gerard  Malanga  (leftl  in  Vinyl,  1965,  as  art  dealer  Irving  Blum  (center)  looks  on 
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Paul  America  in  a  production  photograph  from  My  Hustler,  1965 


II 


Time  figures  strongly  in  this  work;  simple  action  is 
repeated  and  slowed  down  by  loop  printing,  frozen 
frames,  and  a  retarded  projection  speed 

In  Warhol's  cinema,  action  is  refined  through  a  new 
sense  of  cinematic  time — "real  time"  as  a  continuous 
presence.  The  100-foot  rolls  of  film  that  make  up  each 
title  can  be  likened  to  Warhol's  serial  silkscreens,  with 
their  rough  edges  and  acknowledgment  of  process  and 
materials  In  the  films,  each  roll  constitutes  a  piece  of 
time  separated  by  light  flashes  at  the  beginning  and 
end  This  dialectic  between  the  camera  and  time 
reaches  its  apotheosis  in  Empire  1 1964),  an  eight-hour 
shot  of  the  Empire  State  Building,  filmed  from  night  to 
morning  on  |une  25.  1964,  from  the  forty-fourth  floor  of 
the  Time-Life  Building 

In  these  early  films  the  camera's  gaze  feasts  on  its 
subjects,  consuming  them  and  their  world.  The  camera 
functions  both  as  a  voyeur  and  an  accomplice  to  the 
action  it  records  Such  films  as  Haircut  (1963),  in  which 
the  slowed-down  movement  of  a  haircut  is  saturated  by 
the  black  shadows  of  a  darkly  lit  and  tightly  composed 
scene,  become  languidly  erotic  plays,  as  voyeurism 
makes  a  fetish  of  vision  The  prolonged,  obsessive  gaze 


of  the  camera  eroticizes  the  body  and  its  every  action 
The  second  phase  of  Warhol's  filmmaking  is  more 
closely  related  to  the  theater  and  the  establishment 
of  the  "Superstars"  whose  actions  form  a  series  of 
explorations  of  sexual  taboos  In  such  films  as  Harlot. 
Vinyl.  My  Hustler,  and  The  Velvet  Underground  and  Nico. 
Warhol  began  to  use  sound  as  dialogue  and  as  voice- 
over  directions  that  once  again  draw  attention  to  the 
process  of  production  He  also  began  to  construct 
more  elaborate  mise-en-scenes  in  which  groupings  of 
performers  compress  the  narrative  action  into  a  single 
frame  and  camera  set-up  Thus,  in  Vinyl  ( 1965),  as 
Gerard  Malanga  dances  and  performs  with  chains,  Edie 
Sedgwick,  sitting  to  the  right  of  the  frame,  assumes 
the  position  of  the  viewer,  while  sado-masochistic 
"torture"  takes  place  in  the  background  The  action 
circulates  within  the  confined  space  of  the  film  frame; 
the  scene  becomes  a  tightly  orchestrated  play  on  the 
pathos  of  gesture,  acted  out  within  a  space  delineated 
by  the  camera  In  My  Hustler  ( 1965),  we  see  the 
emergence  of  a  narrative  articulated  in  scenes  of 
everyday  life  The  negotiated  gestures  of  grooming  and 
seduction  between  men  in  a  bathroom  become  a 


Composite  photograph  of 
the  Velvet  Underground 
and  Nico,  1966.  made  to 
simulate  performances  in 
which  films  were  projected 
onto  the  band 
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Paul  America  in  My  Hustler.  1965 


Tom  Baker  in  I,  a  Man.  1967 


voyeuristic  documentation  of  the  intimacies  of  private 
ritual.  The  erotic  power  of  the  camera  is  acknowledged 
as  it  forms  a  transparent  wall  between  us  and  the 
action,  a  position  which  is  also  held  by  the  film's 
maker,  Warhol. 

Warhol's'  The  Chelsea  G/rls  ( 1966)  presents  a  much 
larger  narrative  design  New  York's  Chelsea  Hotel  is  the 
setting  for  a  series  of  narratives,  each  acted  out  by  the 
stars  of  the  Warhol  entourage  Each  of  the  film's  twelve 
reels  constitutes  a  separate  episode.  These,  however, 
are  not  projected  as  a  single  linear  sequence,  but 
rather  divided  into  two  parts  that  play  off  each  other  as 
they  are  projected  side  by  side  onto  the  screen  This 
work  is  a  brilliant  synthesis  of  the  narrative  and 
voyeuristic  camera  In  Lonesome  Cowboys  ( 1967),  the  last 
film  Warhol  directed,  he  gives  full  rein  to  the  articula- 
tion of  a  camp  sensibility  operating  within  the  conven- 
tions of  the  melodramatic  imagination  We  observe  the 
casual,  carnal  improvisations  of  actors  |oe  Dallesandro 
and  Viva  as  they  cavort,  dressed  and  undressed,  about 
the  set  of  a  Western  town  Their  actions  mime  and 
ironically  expose  the  cliches  of  the  Western  genre  Thus 
Lonesome  Cowboys  directly  acknowledges  traditional 
genres  of  filmmaking  and  acting  and  lays  the  aesthetic 
foundation  for  the  later  films  which  Warhol  produced 
and  Paul  Morrissey  directed  These  films  reached  new 


and  larger  audiences  as  Warhol  himself  became  a  more 
public  figure  and  achieved  celebrity  status  Through  the 
1970s  and  1980s,  the  Andy  Warhol  Studio,  formerly  the 
Factory,  developed  film  and  television  projects  which, 
like  Interview  magazine,  represented  new  directions  for 
Warhol   His  presence  was  no  longer  that  of  the 
outsider  but  of  the  consummate  showman;  no  longer 
the  passive  and  silent  observer,  he  became  an  active 
participant  in  the  consumer  culture  In  this  role,  he 
embodied  a  new  presence  for  American  art  at  home 
and  abroad 


NOTES 

1  Quoted  in  lonas  Mekas,  "Notes  after  Reseeing  the  Movies  of  Andy 
Warhol."  in  lohn  Coplans,  Andy  Warhol  (Greenwich,  Connecticut 
New  York  Graphic  Society.  1970).  p   142 

2  This  era  is  discussed  in  Barbara  Haskell.  Blam\  The  Explosion  of  Pop. 
Minimalism,  and  Performance.  1958-1964.  exhibition  catalogue,  with 
essay  by  lohn  G  Hanhardt  (New  York  Whitney  Museum  of 
American  Art  in  association  with  WW  Norton  &  Company.  19841 

3  Stephen  Koch.  Slargazer  Andy  Warhol's  World  and  His  Films  (New 
York  Praeger  Publishers.  1973),  p  28 

4  Ibid,  p  23 

5  Ibid,  p  6 

6  Quotations  in  lonas  Mekas.  "Notes  after  Reseeing  the  Movies  of 
Andy  Warhol. "pp   139,  141 
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Promotional  item  from  Andy 
Warhol's  film  company  When 
the  attached  card  behind  the 
image  of  Warhol's  face  is  ro- 
tated, both  the  film  title  and 
still  change  Shown  (six  of  nine 
films)   I.  a  Man.  Nude  Restaurant. 
"  "    Lonesome  Cowboys.  Bifee 
tiou.  The  Chelsea  Girls 


THE  FILMS  OF  ANDY  WARHOL: 
PRESERVATION  AND  DOCUMENTATION 

]ON   GARTENBERG 

Assistant  Curator,  Department  of  Film 
The  Museum  of  Modern  Art 


The  Andy  Warhol  Film  Collection,  now  being  as- 
sembled at  The  Museum  of  Modern  Art,  contains  the 
artists  original  film  materials,  projection  prints,  and 
miscellaneous  elements  such  as  outtakes  Thus,  even 
though  most  of  Warhol's  films  have  not  been  screened 
for  many  years,  thousands  of  reels  of  motion  pictures 
survive  intact  A  preliminary  investigation  indicates 
that  there  was  a  surprisingly  large  amount  of  variation 
in  Warhol's  films,  with  different  versions  of  the  same 
film  having  been  released  at  different  times  and  for 
different  purposes  In  addition,  the  collection  contains 
films  which  have  never  been  released  or  have  had  only 
limited  exhibition  and  are  thus  not  part  of  the  usual 
canon  of  Warhol's  cinematic  work  The  retrieval  of 
these  films  for  a  new  public  and  for  those  audiences 
and  scholars  who  have  not  seen  them  since  their 
original  release  will  permit  a  reexamination  of  Warhol's 
film  career  from  a  historical  perspective  and  a  more 
accurate  critical  reassessment  of  his  works  To  keep 
the  films  permanently  available  for  future  generations 
of  scholars  and  the  public,  a  major  preservation 
project  has  now  begun  in  conjunction  with  this 
1988  exhibition 

Time  takes  its  toll  on  all  films  Until  the  early  1950s, 
theatrical  movies  and  newsreels  were  made  on  an 
unstable  nitrate  base  that  eventually  disintegrates  into 
a  powder  Moreover,  color  films  made  since  the  early 
1950s,  when  less  expensive  color  technology  replaced 
the  more  durable  Technicolor  process,  have  already 
begun  to  fade  In  addition  to  nitrate  decomposition 
and  color  fading,  deterioration  of  films  has  occurred 
through  shrinkage,  brittleness,  mold,  the  residual 
chemicals  from  processing,  and  exposure  to  light 
or  pollution 

Problems  of  preservation  and  restoration  affect  not 
only  early  films  and  classic  Hollywood  films,  but  also 


American  avant-garde  films  Independent  films  fre- 
quently survive  only  in  the  form  of  16mm  camera 
originals  or  single  prints  that  were  struck  on 
demand  directly  from  these  originals  It  was  often  too 
expensive  for  independent  filmmakers  to  produce 
internegatives,  from  which  quality  prints  can  be  made. 
Often,  artists  also  reworked  the  same  film,  creating 
different  versions  which  must  be  evaluated  in  order  to 
accurately  document  the  artists  working  process. 
Saving  these  early  avant-garde  films  is  an  urgent 
priority  Films  made  by  important  independent  film- 
makers have  already  disappeared  or  deteriorated  be- 
cause of  inadequate  storage  conditions  or  insufficient 
printing  facilities,  especially  for  16mm  black-and-white 
films.  The  role  of  a  film  archive  is  to  protect  and 
preserve  this  national  heritage.  The  process  is  lengthy 
and  expensive,  requiring  a  professionally  trained  and 


Viva  and  Andy  Warhol  at  the  Factory.  1968 
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experienced  staff  to  search  out,  identify,  and  catalogue 
the  films,  to  transfer  them  onto  more  stable  film 
stocks,  and  to  properly  house  the  preservation  nega- 
tives and  masters  in  special  climate-controlled  vaults  * 

The  project  of  analysis,  which  will  be  completed  for 
the  Whitney  Museum's  future  retrospective,  is  already 
well  underway  The  preservation  component  of  the 
project,  which  complements  the  analysis,  will  extend 
beyond  the  exhibition.  The  bulk  of  the  Warhol  collec- 
tion, once  stored  in  commercial  film  vaults  and 
laboratories  as  well  as  at  the  Factory,  has  now  been 
brought  together  at  The  Museum  of  Modern  Art  Each 
reel  of  film  has  been  inspected,  and  the  original 
materials  are  now  safely  stored  in  the  museum's 
archives,  with  prints  previously  generated  for  showing 
in  the  1960s  and  1970s  housed  at  the  Factory  Impor- 
tant technical  information  for  each  inspected  reel  of 
film — especially  the  original  camera  material  (i.e.,  the 
type  of  film  used  in  the  camera)  and  the  existence  of  a 
projection  print,  along  with  lengths  and  conditions — 
has  been  recorded  on  a  card  specially  designed  for  this 
project  From  the  cards  we  can  easily  ascertain  which 
Warhol  films  have  extant  projection  quality  16mm 
prints;  these  are  being  used  for  the  1988  exhibition 
Such  prints  will  also  serve  as  guides  for  the  image 
quality  (e.g.,  the  density  and  contrast)  of  preservation 
negatives  and  prints  made  from  the  camera  originals 

The  analytic  data  yielded  by  the  card  system  has 
facilitated  the  selection  of  a  core  group  of  Warhol  films 
for  the  first  round  of  preservation  and  exhibition  At  the 
same  time,  a  separate  set  of  negatives  and  prints, 
whose  use  will  be  governed  by  The  Andy  Warhol 
Foundation  for  the  Visual  Arts,  Inc.,  will  be  generated 
for  third-party  access,  re-release  for  commercial  pur- 
poses, and  for  loan  to  other  museums  and  cultural 
institutions  In  this  way,  the  sometimes  competing 
demands  of  preservation  and  access  can  be  met 

The  internegatives  and  new  prints  to  be  generated 
from  the  original  camera  materials  will  replace  dupe 
prints  that  are  poor  shadows  of  the  originals  Warhol's 
films,  in  all  their  rich  tonalities,  will  thus  be  available 
for  fuller  study  and  appreciation  These  copies  will  then 

'See  Ion  Gartenberg,  "Preserving  Our  Film  Heritage, "  in  American 
Federation  of  Arts  Newsletter,  October  1983.  pp  2-3 


serve  as  the  basis  for  the  comprehensive  research 
project  of  the  retrospective  and  catalogue  raisonne 

The  course  of  Warhol's  filmmaking  activities  is 
difficult  to  document.  The  existing  filmographies  are 
incomplete,  contemporaneous  documentation  has 
been  difficult  to  assemble  coherently,  and  the  films 
themselves  have  been  largely  inaccessible  Moreover, 
Warhol's  filmmaking  efforts,  especially  from  1965  to 
1967,  were  at  once  prolific  and  elusive.  He  regularly 
shot  35-minute  reels  on  16mm  sound  film;  these  reels 
were  assigned  numbers,  at  times  given  titles,  then 
assembled  for  public  exhibition  During  some  showings 
reels  were  superimposed  from  three  projectors  or 
projected  simultaneously  and  shown  side  by  side, 
some  films  were  incorporated  into  subsequent  films, 
and  reels  were  also  changed  from  showing  to  showing. 

The  planned  filmographic  and  technical  catalogue 
raisonne  will  therefore  trace,  for  each  reel  of  film 
photographed,  the  conditions  surrounding  production, 
distribution,  and  exhibition  Production  annotations 
will  include:  the  reel  numbers  and  various  titles 
assigned  to  a  given  film;  dates  and  places  of  shooting, 
production  and  cast  credits  (including  Warhol's  role  in 
the  making  of  each  film),  technical  production  data, 
such  as  the  type  of  camera  used,  the  original  camera 
material  shot  (frequently  16mm  reversal  positive),  and 
length.  The  distribution  and  exhibition  history  will 
document  post-production  work,  films  shot  but  not 
released,  changes  in  length  of  versions,  censor  restric- 
tions, alterations  caused  by  shifting  projection  condi- 
tions, and  the  interim  between  the  shooting  and 
exhibition  of  a  film 

The  catalogue  raisonne  will  also  record  the  printing 
history  of  the  films  and  their  distribution  patterns — the 
flow  of  materials  to  various  sites  and  repositories  For 
each  reel  of  film,  a  synopsis  will  provide  objective 
notations  on  the  action  as  well  as  on  the  use  of  the 
camera  and  edits  Relationships  between  films  will  also 
be  cited.  Information  and  critical  assessments  will  be 
gathered  from  contemporaneous  film  reviews,  pub- 
lished books  on  Warhol,  interviews  with  actors,  associ- 
ates and  friends,  gallery  and  film  exhibitors,  historians 
and  scholars,  the  films  themselves,  and  internal  Factory 
records. 


16 


Contact  strips  of  stills  from  the  production  of  Flesh.  1968,  with  Candy 
Darling,  loe  Dallesandro,  lackie  Curtis 

Through  the  inventory  of  the  Warhol  estate  made 
after  his  death  in  February  1987,  pertinent  documenta- 
tion regarding  his  film  career  has  emerged:  storage  and 
laboratory  lists  of  films,  film  rental  figures,  scripts  by 
Ronald  Tavel  that  were  used  for  some  films  in  Warhol's 
sound  period  (including  Screen  Test  #2  and  The  Life  of 
\uanita  Castro,  as  well  as  some  unrealized  projects),  and 
contracts,  scrapbooks,  and  production  stills  This  mate- 
rial augments  some  fascinating  discoveries  already 
made  in  the  inventory  of  the  film  collection  itself.  There 
are  films  in  different  versions  and  lengths,  such  as  Kiss; 
sound  remakes  of  silent  films  (such  as  Blow  \ob,  remade 


as  Eating  Too  Fast);  hundreds  of  reels  of  short  films  in 
their  original  cartons  (portraits,  for  example,  dating 
from  the  period  around  the  end  of  1965),  tests  from 
Kitchen,  outtakes  from  I,  a  Man,  Lonesome  Cowboys,  and 
Flesh-,  unprinted  reels  from  *  *  *  *,  sound-on-tape  tracks 
(for  example,  from  Tarzan  and  \ane  Regained        Sort  of); 
unfinished  and  unreleased  films  such  as  Surfing  Movie, 
production  footage  from  Lonesome  Cowboys  that  reveals 
the  production  roles  of  various  Factory  associates; 
films  on  Warhol's  career  by  American  and  foreign 
filmmakers,  including  some  interviews  with  Warhol, 
and  films  Warhol  himself  collected. 

The  catalogue  raisonne  filmography  will  reconstruct 
the  Factory's  working  methods  as  fully  as  possible. 
These  entries,  read  consecutively,  will  trace  the  evolu- 
tion of  Warhol's  film  career  through  the  shifting 
processes  of  production,  distribution,  and  exhibition. 
Warhol  employed  a  transient  stable  of  actors,  among 
them  prominent  figures  from  the  art  and  film  world 
such  as  Henry  Geldzahler,  Marisol,  Robert  Indiana,  lack 
Smith,  and  Dennis  Hopper,  as  well  as  "Superstars"  such 
as  Edie  Sedgwick,  Ingrid  Superstar,  Viva,  Gerard  Mal- 
anga,  Ondine,  Mario  Montez.  and  loe  Dallesandro  He 
also  involved  numerous  associates  in  the  filmmaking 
process — Gerard  Malanga,  Billy  Linich,  Buddy 
Wirtschafter,  Chuck  Wein,  Ronald  Tavel,  Paul  Morrissey, 
and  Vincent  Fremont — who  served  at  various  stages  as 
technical  assistants,  cameramen,  writers,  and  directors. 

This  pioneering  project  of  inventorying,  screening, 
and  preserving  the  Factory  films  forges  a  dynamic 
relationship  between  exhibition  and  preservation  ac- 
tivities It  will  also  create,  for  the  first  time,  a  well- 
documented  foundation  for  the  critical  analysis  of 
Warhol's  films,  an  analysis  that  can  now  be  based  on 
original  sources  and  research  materials  which  have 
been  largely  unavailable  to  historians,  critics,  and  the 
general  public 
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Andy  Warhol  at  The 
Invisible  Cinema  at 
Anthology  Film  Ar- 
chives. New  York,  1971 


FILMS  IN  THE  EXHIBITION 


The  credits  for  the  following  films  have  been  compiled  from  a 
variety  of  sources,  including  two  published  filmographies 
(Mekas  in  Coplans,  Andy  Warhol,  pp.  146-56;  Koch,  Stargazer. 
pp  143-51),  as  well  as  from  contemporary  newspaper  reviews, 
selective  screenings,  and  preliminary  documents  obtained 
from  the  Factory  Although  both  the  Koch  and  Mekas 
filmographies  are  thorough  and  for  the  most  part  reliable, 
there  is  at  this  point  no  definitive  source  for  credit 
information  for  the  Warhol  films;  indeed,  any  comparison  of 
information  from  the  few  published  sources  reveals  a  number 
of  contradictions  and  discrepancies 

Andy  Warhol  received  technical  and  creative  assistance  in 
his  filmmaking  from  many  people,  including  Billy  Linich 
(Billy  Name),  Paul  Morrissey.  Ronald  Tavel,  Chuck  Wein, 
Buddy  Wirtschafter.  Gerard  Malanga.  and  Vincent  Fremont, 
who  worked  on  different  productions  in  various  capacities  as 
writers,  cameramen,  directors,  assistant  directors,  etc  Since 
the  exact  nature  of  Warhol's  working  relationship  with  these 


assistants  has  yet  to  be  determined,  and  since  available 
technical  credits  are  often  incomplete,  contradictory,  or 
unclear,  specific  attributions  for  technical  or  creative  as- 
sistance have  been  omitted  The  clarification  of  Warhol's 
production  methods  and  the  contributions  of  other  members 
of  the  Factory  to  his  films  will  be  a  maior  part  of  the  research 
undertaken  for  the  catalogue  raisonne 

Casts  are  listed  in  alphabetical  order  Some  people 
appearing  in  the  films  have  not  been  included  in  the  cast 
listings  because  they  have  not  yet  been  identified  Problems 
of  exact  names  and  exact  spellings  have  been  dealt  with  by 
using  the  most  common  or  most  frequently  found  versions 
All  omissions,  errors,  and  discrepancies  will  be  elucidated 
and  corrected  in  the  catalogue  raisonne 

All  films,  unless  otherwise  noted,  are  I6mm,  sound,  black  and 
white,  and  are  projected  at  24  frames  per  second  (fps).  Films 
projected  at  16  fps  were  shot  at  24  fps 


Baby  lane  Holzer  and  Gerard  Malanga  in  Kiss,  1963 


Sleep  ( 1963)  42  minute  excerpt  (total  running  time,  6  hours), 
silent,  16  fps 
With  lohn  Giorno. 

Kiss  ( 1963)   58  minutes,  silent,  16  fps 
With  Rufus  Collins,  lohnny  Dodd,  Charlotte  Gilbertson, 
Freddy  Herko,  Baby  Jane  Holzer,  Naomi  Levine.  Gerard 
Malanga.  Marisol,  Andrew  Meyer,  lohn  Palmer,  Pierre  Restany, 
Ed  Sanders,  Philip  van  Rensselaet 

Haircut  ( 1963)  53  minutes,  silent,  16  fps 
With  Billy  Linich 

Eat  (1963)   39  minutes,  silent.  16  Ips 
With  Robert  Indiana 

Blow  |ob  ( 1963)   35  minutes,  silent,  16  fps. 

Empire  1 1964)  48  minute  excerpt  (total  running  time, 
8  hours),  silent,  16  fps 

Harlot  (1964)  66  minutes 

With  Philip  Fagin,  Carol  Koshinskie,  Gerard  Malanga,  Mario 
Montez  Off-screen  dialogue  Harry  Fainlight,  Billy  Linich, 
Ronald  Tavel 


I" 


Vinyl  1 19651  64  minutes 

With  Tosh  Carillo,  Robert  Filippo,  Larry  Latreille,  I  MacDer- 

mott,  Gerard  Malanga,  Ondine,  lacques  Potin,  Edie  Sedgwick 

My  Hustler  (1965 1  67  minutes 

With  Paul  America,  loseph  Campbell.  Genevieve  Charbon, 

Dorothy  Dean.  Ed  Hood,  I  MacDermott 

Beauty  #2  1 1965)  66  minutes 

With  Gino  Piserchio  and  Edie  Sedgwick  Off-screen  dialogue: 

Gerard  Malanga.  Chuck  Wein 

The  Velvet  Underground  and  Nico  1 1966)  65  minutes 
With  Nico  and  the  Velvet  Underground 

The  Chelsea  Girls  1 19661   195  minutes,  color  and  black 
and  white 

With  Angelina  "Pepper"  Davis,  Eric  Emerson,  Patrick  Flem- 
ming.  Ed  Hood,  Gerard  Malanga.  Marie  Menken,  Mario 
Montez,  Ondine,  Brigid  Polk.  Rene  Ricard,  Ronna,  Ingrid 
Superstar,  International  Velvet,  Mary  Woronov. 


****r  Four  Stars')  (1966)  Two  excerpts  Katrina  Dead  (33 
minutes)  and  Sunset  Beach  on  Long  Island  (26  minutes) 
Total  running  time.  25  hours,  color 
With  Ondine  and  Rene  Ricard 

I,  a  Man  (1967)  74  minutes 

With  Tom  Baker.  Betina  Coffin,  Cynthia  May,  Ivy  Nicholson. 

Nico,  Valerie  Solanis.  Ingrid  Superstar 

Lonesome  Cowboys  ( 1967)   109  minutes,  color. 
With  lulian  Burroughs,  loe  Dallesandro.  Eric  Emerson,  Francis 
Francine  Tom  Hompertz,  Taylor  Mead,  Alan  Midgette,  Viva, 
Louis  Waldron 

Flesh  ( 1968)  87  minutes,  color 

With  Maurice  Bardell,  Harry  Brown,  lohn  Christian,  lackie 
Curtis,  |oe  Dallesandro,  Patti  D  Arbanville,  Candy  Darling, 
Geri  Miller,  Geraldine  Smith,  Louis  Waldron 
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FILMOGRAPHY 


The  following  list  of  the  films  of  Andy  Warhol  is  by  no  means 
complete,  it  is  a  working  filmography  intended  to  outline  the 
scope  of  the  current  research  proiect  Unreleased  and/or 
unfinished  films  have  been  omitted,  as  have  a  number  of 
titles  which  have  been  attributed  to  Warhol  by  various 
sources  but  which  are  as  yet  unconfirmed.  Also  excluded  are 
any  films  made  after  1968  when,  beginning  with  Flesh,  Warhol 
became  less  directly  involved  with  the  films  produced  by  the 
Factory,  including  those  directed  by  Paul  Morrissey,  and  the 
various  video  works  made  for  television.  These  later  works,  as 
well  as  unreleased  or  uncompleted  films,  will  be  covered  in 
the  catalogue  raisonne 

Since  few  of  Warhol's  films  bear  printed  titles,  and  since 
individual  reels  were  sometimes  shown  under  different 


names  and  in  various  combinations,  it  is  occasionally  difficult 
to  determine  the  correct  title  of  a  specific  work  Where 
discrepancies  exist,  films  have  been  listed  by  their  most 
frequently  used  or  best-known  titles,  alternate  titles  have  not 
been  included.  Similarly,  wherever  a  question  of  spelling  or 
punctuation  has  arisen,  the  most  common  version  has  been 
selected.  Variations  of  titles  and  spellings  will  be  researched 
and  clarified  in  the  final  publication. 

Films  have  been  listed  in  the  order  in  which  they  were 
shot,  according  to  the  date  when  shooting  was  begun  For 
some  films  this  information  has  been  unclear  or  unavailable, 
films  dated  only  to  a  certain  year  have  been  listed  at  the  end 
of  that  year.  Films  shot  over  a  period  spanning  two  or  more 
years  have  been  dated  to  the  year  in  which  they  were  begun 


1963 

Sleep 

Kiss 

Dance  Movie 

Andy  Warhol  Films  lack  Smith  Filming  "Normal  Love' 

Haircut 

Eat 

Salome  and  Delilah 

Tarzan  and  Jane  Regained  .  .  .  Sort  of 

Blow  |ob 


1964 

Empire 

Henry  Geldzahler 

Couch 

Batman  Dracula 

Shoulder 

Taylor  Mead's  Ass 

Mario  Banana 

Harlot 

Soap  Opera 


Fifty  Fantastics  and  Fifty  Personalities 
The  Thirteen  Most  Beautiful  Women 
The  Thirteen  Most  Beautiful  Boys 


1965 

Ivy  and  |ohn 

Suicide 

Screen  Test  #1 

Screen  Test  #2 

Drunk 

The  Life  of  (uanita  Castro 

Horse 

Vinyl 

Bitch 

Poor  Little  Rich  Girl 

Face 

Restaurant 

Kitchen 

Afternoon 

Outer  and  Inner  Space 

Prison 


My  Hustler 

Beauty  #2 

Space 

Camp 

Paul  Swan 

More  Milk  Yvette 

Hedy 

The  Closet 

Lupe 

1966 

The  Velvet  Underground  and  Nico 

Bufferin 

The  Chelsea  Girls 

****  ('  Four  Stars") 

Eating  Too  Fast 

1967 

I,  a  Man 

Bike  Boy 

The  Loves  of  Ondine 

Nude  Restaurant 

Lonesome  Cowboys 

1968 

Blue  Movie 

Flesh 


Marie  Menken  and  Gerard  Malanga  in  The  Chelsea  Girls,  1966 
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Contact  strip  of  stills  from  the  production  of  Harlot.  1%4 
with  Mario  Montez  (upper  left)  and  Carol  Koshinskie 


Louis  Waldron  and  Tom  Hompertz  in  Lonesome  Cowboys.  1967 


Gerard  Malanga  in  The  Thirteen  Most  Beautiful  Boys,  1964 


Edie  Sedgwick  in  Poor  Little  Rich  Girl,  1965 


loe  Spencer  and  Ann  Wehrer  in  Bike  Boy,  1967 
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